By analyzing the way vernacular Korean poetry of the 1920s was produced, this article initiates a study of the sociology of Korean literary production. Based on a survey of forty-five vernacular Korean books of poetry produced between 1921 and 1929, bank records, Japanese colonial government records, and printed interviews, the study describes the people, organizations, and technologies involved in the production of vernacular Korean poetry in the early twentieth century. It suggests that a small number of men in a few printing facilities working within restrained typographic conditions were responsible for printing the extant corpus of Korean vernacular poetry from the 1920s. An overview of the creative ways in which poetry was expressed visually and a discussion of the poem "Pandal" (Half moon), which appears differently in the two originary alternate issues of Kim So-wŏl's canonical 1925 work Chindallaekkot (Azaleas), make it clear that an understanding of these people and organizations, as well as of the technologies they employed, should inform how we approach texts from this period hermeneutically.
1982, and reset in 2005. Many other typographical, as well as editorial, elements differentiate these written performances of Kim So-wŏl's poetry. According to bibliographer D. F. McKenzie, these iterations are fertile ground from which we can extract informative literary and social histories. Moreover, we can perceive in them the literary improvisations, to borrow Bringhurst's concept, of those who made these textual objects.
Much work needs to be done if we are to understand modern Korean literature in these terms. This article begins this work by describing the printing facilities and pressmen responsible for creating vernacular Korean poetry in the 1920s. It also describes the typefaces and printing equipment employed at the most important printing facilities. It concludes with a brief description of how such poetry is laid out in books of early twentieth-century Korean verse, as well as a discussion of the poem "Pandal" from Chindallaekkot by Kim So-wŏl (1902 So-wŏl ( -1934 .
My analysis suggests the hermeneutical importance of attending to the sociology of Korean colonial-era literary creations. A more general historical treatment of publishing, literary production, and poetry's relative position in the market for vernacular Korean texts during Japan's occupation of the Korean peninsula must be saved for another discussion;
1 the emphasis here is on describing the people, organizations, and technologies central to the production of these texts, as well as the interpretive possibilities enabled by a more thorough investigation of the sociology of Korean literary production. These topics have been overlooked by previous scholarship on Korean literature and publishing history, including the welcome recent flurry of research on Korean colonial-era periodicals, readership, and prose fiction.
We learn a number of important facts about poetry, literary production, and Korea by approaching Korea's literary texts with an eye toward understanding the people and technologies that created them. We discover, for example, that poetry in Identifying actors and technologies integral to literary creation in colonial Korea enables alternate interpretive approaches to Korean literary texts by incorporating cultural histories expressed by Korea's literary artifacts in hermeneutical praxis. Although the material production of poetry was concentrated in the hands of a few individuals with limited typographic choices, the page layout of each book of poetry from 1920s Korea is unique, which suggests that the space defined by the pages of these books was used creatively by pressmen as well as poets. The subtle typographic differences between the two versions of Kim So-wŏl's "Pandal" that appear in the two initial issues of Chindallaekkot encourage us to investigate Korean poetic texts from this period for how they are expressed bibliographically and linguistically-for how the literary and social histories we discover can enable our critical activities-rather than to simply refigure a perceived linguistic message metonymically, the usual practice in the field of Korean literature.
The analysis that follows is based on bank records, records of the Chōsen Sōtokufu (Japanese colonial authority), printed interviews, and a survey of forty-five individual copies of poetry collections produced during the second decade of Korea's colonial ordeal. Two sources in particular have guided my decision about which books to include in the survey upon which this article is based: Ha Tong-ho's 1982 "Han'guk kŭndae sijip ch'ongnim sŏji chŏngni" (A systematic bibliography of collections and anthologies of Korean modern verse) and Kim Haesŏng's 1988 Hyŏndae Han'guksi sajŏn (Dictionary of contemporary Korean poetry). 
Poetry's Printshops
The printing industry expanded rapidly during the first decades of Japan's colonial occupation of Korea. One hundred to two hundred different printers and binderies were in operation in 1920s Korea, 3 a startling number given that it had been less than a half century since the first letterpresses arrived on the peninsula in 1883 to print the Hansŏng sunbo (Capital gazette) at the Pangmun'guk (Office of culture and information). The printing industry had grown explosively, particularly after 1910, when only nineteen printing and binding facilities were in operation (Chōsen Sōtokufu 1923, 82) . 4 Between 1911 and 1921 the number of such facilities increased more than fivefold (Chōsen Sōtokufu 1923, 82) . By the 1920s, a large variety "First meeting of the Directors of Ch'angmunsa from 3 to 11 p.m.!" n.d., 350 Yun's sharp wit shines through and, in his deadpan rendition of the day's events, we not only glimpse the everyday challenges of running a small to midsize merchandising and printing business in colonial Korea, but discover a statement about monthly office expenses, helpful for contextualizing the scale of operations of the era's printing and publishing companies, especially those central to the production of poetry. In addition, we learn that nearly 16 percent of Ch'angmunsa's paid-in capital was in the form of promissory notes, suggesting that bank records may obscure the unsettled finances of other such companies.
Hansŏng Tosŏ Chusik Hoesa
Diaries detailing the daily trials of running the joint-stock company Hansŏng Tosŏ, the organization most important to the production of books of vernacular poetry in the 1920s (as well as many other genres), appear not to have survived. However, bank and government records, From the recollections of former employees, we also learn something about the physical space in which Hansŏng Tosŏ operated (see figure 1 ) and the number of people who worked there, which helps us deduce how many people were involved in the making of a literary text in 1920s Korea and the environment in which they worked. Han Yŏng-sŏn, a former head of the sales department, recalls that the Kyŏnji-dong building was two stories. As was common at the time, Hansŏng Tosŏ's bookstore was on the first floor and its offices were on the second. The printing facility was in the rear. We also learn from Han's recollections that Hansŏng Tosŏ had only a few employees. "Aside from me," Han writes, "there were two others in the sales department. About four people worked in the printing department" (Yi 1993, 298) . Han also remembers that three or four people worked in the publishing division. If his recollections are correct, this means that fewer than a dozen people worked at Hansŏng Tosŏ in the 1930s when
Han joined the company at the age of seventeen (Yi 1993, 299) .
Although official reports from the colonial authority also suggest that Hansŏng Tosŏ was a relatively small operation, they tell a somewhat different story about the number of workers
there. An annual register of Korean factories compiled by the Sōtokufu, the Chōsen kōjō meibo (Register of Chōsen factories) classifies factories on the Korean peninsula into four groups. "A"
companies had between five and fifty employees, "B" companies had between fifty and one hundred employees, "C" companies had between one hundred and two hundred employees, and (Nakamura 1923, 202) . The best available data for salaries in colonial Korea comes from 1931, when, according to government statistics, the daily wage for Korean workers in the printing and binding industry ranged from 4 yen to 10 sen (Chōsen Sōtokufu 1933, 84, 240) . According to the colonial authority, the average wage was 92 sen a day for Korean adult male workers and 47 sen a day for women. Boys working in the printing and binding industry usually made 28 sen a day, while girls, interestingly, made just slightly more, 29 sen (Chōsen Sōtokufu 1933, 84 and 240) .
Although it is a crude calculation based on data collected from eight years later, it is difficult to imagine more than a handful of people working at Taedong From Taedong Inswaeso's 1923 bank records, we also learn something about how the company's assets were allocated and the equipment that such companies used to create Korea's poetic texts during this era. Appendix 3 shows Taedong Inswaeso's assets, as listed by the Bank of Chōsen, which include sizable allocations for machines and tools, type and line blocks, as well as matrices. Taedong Inwaeso's biggest assets, however, after unpaid capital and accounts receivable, were its land and buildings.
Printing Equipment and the Organization of Colonial Printshops
The Bank of Chōsen records provide the most detailed information we have from primary sources about the equipment used at Taedong Inswaeso, or at any of the printing facilities that printed volumes of Korean poetry during the 1920s. Although these records are limited, from them we can glean fragments of information about what kind of equipment was used at these facilities to create poetry and other literary texts. For example, we learn from the large investment in type and matrices and the inclusion of paper molds as assets that Taedong Inswaeso was most likely a letterpress shop and is likely to have had stereotyping equipment. Just as we lack primary source information about the kinds of presses used at facilities such as Taedong Inswaeso, Hansŏng Tosŏ, Ch'angmunsa, and Sŏn'gwang Inswae, we do not have primary source information about how the physical space of these shops was organized. It is clear, however, that the nature of Korea's writing systems at the time dictated an arrangement that left plenty of room for the large number of sorts needed to print in modern vernacular Korean 13 and the distinct typesetting processes that this large number of sorts demanded.
Moreover, we have rather detailed records from the colonial authority's own printing facility, the Chōsen Sōtokufu Insatsujo, which are useful for conceptualizing how smaller commercial printing facilities may have been organized. The large number of sorts needed to print in vernacular Korean meant that, rather than being arranged in one or two cases before which a compositor stood, the type used to print vernacular Korean materials was arranged in a long series of cases that probably stretched from the floor to a height easily reached by the compositor (see figures 2 and 3). These cases probably ran along the walls of the composition room or were arranged into aisles. Rather than standing before his or her case to pick type, a compositor at Hansŏng Tosŏ or a similar facility would have walked up and down the aisles of type, almost like a person searching for a book in a library.
14 The large space required for the sheer mass of metal needed to print in Korean-not to mention Japanese and classical Chinese-meant that, at least at the spacious Chōsen Sōtokufu In addition to requiring a compositor to walk around the room, the large number of sorts also meant that distributing type-returning the type pieces to their proper places after a printing job was completed-presented a considerable challenge. If not done properly, type put into incorrect compartments would cause errors when the next project was typeset. Again, no research appears to have been done on how this process took place prior to the 1920s. By the 1920s, however, printing facilities such as P'yŏnghwadang (Ch'ae Pok-ki et al. 1982, 122) , and likely others, including those that printed vernacular books of poetry, were melting their type and recasting it once a project was completed, rather than distributing it. The advantage was that rather than printers walking up and down the aisles of type to put individual type pieces back into their proper places, entire compartments of sorts could be replaced. Understanding the details of how composition took place at colonial presses and how the spaces were organized is important for the study of Korean literature and poetry from this period, because it will enable us, especially once we have conducted more in-depth studies, to better distinguish among the actors involved in creating a text. The silence of Korean literature scholars on such issues implies that an author's writing during this period was unaffected by the setting of his or her text in type. Knowing that compositors walked long aisles of sorts, picking type, makes us realize the athleticism and intellectual acuity demanded by the creative process of producing literature in colonial printing facilities. Indeed, we begin to understand that composing a page of type was an art in itself. Moreover, we also begin to appreciate that unanswered questions, such as who produced the matrices for the fonts used at these facilities, are directly linked to ideological battles over Korean identity that took place as various parties attempted to standardize the orthography of Sejong's script in the 1920s and early 1930s (see King 2010) . For 
Poetry's Pressmen (inswaein)
The 1909 Publication Law that governed nonserial publications in colonial Korea required that the name of the person in charge of printing a publication be printed in it. As a result, we can identify the specific people in charge of overseeing the printing of Korean poetry in the 1920s. It is important that we identify these men now because editions from the 1920s are quite rare and will become harder to find with the passage of time. Moreover, new editions of works from this period often do not include the original colophon information, and even the most is responsible for at least a quarter of the vernacular poetry titles published in the 1920s, if Ha's suggestion that forty books of poetry were published during that decade is correct. 16 Sim U-t'aek at Taedong Inswaeso printed four of the books of poetry surveyed. These two men collectively oversaw the printing of more than one-third of the books of vernacular poetry produced during the 1920s, if Ha Tong-ho's list is accurate. If we consider the work of printers Kim Chae-sŏp, Kim Chin-ho, Kim Chung-hwan, and Kim Hyŏng-jun, we discover that six men were responsible
for printing approximately two-thirds of the vernacular books of poetry. In all, just fifteen pressmen at ten printing facilities oversaw the printing of the books surveyed here (see appendix 4). (Kaebyŏk, January 1923, 86-87) No goes on to ridicule intellectuals who have "spent 5-600 wŏn on an education" but cannot solve Korea's farming problems and make better educational opportunities available to farmers.
Other details from the police report round out our sense of No as a man. We learn, for example, that No was rather wealthy, with an estate worth 5,000 yen and an annual income of 1,300 yen, and that he was married and had two daughters. Moreover, details initially recorded, no doubt, to make it easier to identify him should the authorities need to detain him again, put a human face on the printer who made so many books of vernacular Korean poetry. According to those who were surveilling him, No was short-about five feet tall-and had big eyes and a big nose; he had a mustache and light skin.
Sim U-t'aek
We know far less about the person in charge of printing the second-largest number of books of vernacular poetry in the 1920s, Sim U-t'aek. Even the Ch'ŏngsong Sim family registry (chokpo) that Sim himself printed at Taedong Inswaeso in September 1923 does not include some of the most basic information about him, such as his date of birth. Bank records tell us, though, that he was probably quite wealthy. He was a major stakeholder in the Taedong Inswaeso, holding one thousand shares in 1923, and is listed as the company's executive director (sangmu ch'wich'e) (Nakamura 1923, 202 (Nakamura 1923 (Nakamura , 1927 (Nakamura , 1931 (Nakamura , 1933 (Nakamura , 1939 
Poetry's Typefaces
Indicative of what printers of poetry were able to create, in spite of the many creative restraints imposed on them by the conventions of their day and the resources of their print shops, the advertisement created for the Chōsen Ginkō Kaisha yōroku at Sim U-t'aek's shop is noteworthy because it achieves so much with so little (see figure 5 ). Just as a single typeface is used in the ad for Taedong Inswaeso to suggest its identity as a printing facility, Sim U-t'aek and
No Ki-jŏng appear to have had a limited number of faces available to them when they created books of vernacular verse. As the advertisement for Taedong Inswaeso suggests, these printers individuated vernacular books of poetry largely by manipulating space, rather than employing a large number of different typefaces. .
The Typefaces at Hansŏng Tosŏ and Taedong Inswaeso
No Ki-jŏng and Sim U-t'aek each appear to have used a standard set of fonts for the books of poetry that they produced, fonts that can be associated with the companies at which they worked." 21 Moreover, these fonts can be associated with the companies at which they and 1925 also look the same. This is interesting for a number of reasons. Given the expense of creating matrices for the large number of sorts needed to print in vernacular Korean, as Taedong Inswaeso's bank records suggest, we might expect a standard typeface to have been used throughout the peninsula. In fact, the typefaces used at Hansŏng Tosŏ and Taedong Inswaeso may be two of a small number in use during this period, although this is not my impression.
However, if important printers and publishers had their own distinct matrices, they probably saw value in investing in aesthetically distinguishing themselves from their competitors. ch'iŭt ㅊ, the lengthy modulated ppich'im in siot ㅅ and chiŭt ㅈ, and a relative lack of serifs or square terminals in kyŏp'kyŏt chulgi and kyŏt chulgi (see figure 6 for a description of these typographic terms). Moreover, with the exception of Kim So-wŏl's Chindallaekkot and Cho Myŏng-hŭi's Pom chandŭi pat wi e (On spring grass), in each book from the 1920s examined in the survey upon which this article is based, the title case is 4 ho, or 13.75 points. The title case in both Chindallaekkot and Pom chandŭi pat wi e is 2 ho, or 21 points. 24 The body face in the Hansŏng Tosŏ poetry titles made by No Ki-jŏng is characterized by less modulation in the strokes that make up its kidung, the oblique axis of ppich'im in letters such as kiyŏk ㄱ in ki 기, short and relatively unmodulated ppich'im in siot ㅅ and chiŭt ㅈ, and brush-formed terminals or serifs. The size of the typeface, like that of the title face, is remarkably consistent. The body text in every book of vernacular poetry printed by No Ki-jŏng at Hansŏng Tosŏ in the 1920s is 5 ho, or 10.5 points.
Many aspects of the title and body faces of Hansŏng Tosŏ are also found in the faces used by Sim U-t'aek at Taedong Inswaeso. Like the books printed at Hansŏng Tosŏ, those printed at Taedong Inswaeso use two distinct faces to distinguish titles from body text, which are generally the same size-3 ho and 5 ho, respectively. 25 However, the distinction between these two faces is much finer in books produced by Taedong Inswaeso than in those produced at Hansŏng Tosŏ. Indeed, some syllables in Taedong Inswaeso's title face look identical to those found in the body face. In general, the faces used at Taedong Inswaeso can be distinguished from those found in books printed at Hansŏng Tosŏ by the weight of the strokes in both the title and body face. The strokes of stems and chulgi tend to be thinner than in Hansŏng Tosŏ faces. Also, the stroke of a Taedong Inswaeso title face tends to be less modulated than a Hansŏng Tosŏ title face. For example, the distinctive wide stroke of Hansŏng Tosŏ's title face, which tapers dramatically toward its lower terminals, contrasts with the less dramatic modulation of line in the Taedong Inswaeso title face. In contrast, the stroke in the Taedong Inswaeso body face tends to be more modulated and the oblique axis of stokes more pronounced than in Hansŏng Tosŏ's body face. See, for example, the difference between the weight and axis of the strokes in tang 당 in Nae hon i pul t'al ttae (When my spirit burns, Hansŏng Tosŏ, 1928, 27) and Hŭkpang pigok (Secret songs from a dark room, Taedong Inswaeso, 1924, 22) (see figure 7) . The ppich'im of siot ㅅ and chiŭt ㅈ also tend to be longer. an aesthetic rhythm so characteristic that even before one checks the colophon of a book, it is often easy to identify volumes as the work of one of these two men, simply by looking at the type. A description of these typefaces seemed the most efficient way to begin a discussion of type in colonial Korea, a discussion long overdue given the importance of print media to the culture of the Korean peninsula during this period. To date, there appears to be essentially no scholarship on the topic.
Toward a Conclusion-The Poetic Page in 1920s Korea
To begin to investigate the sociology of Korean literary texts, especially the unstudied techne of their production, this article has focused on identifying and describing the "Pandal" appears on page 84 of both collections. Typical of Kim's poetry, the emotional stance of the speaker in "Pandal" is one of rueful contemplation. As a half moon rises, the speaker, longing for a lost love, expresses grief with conceits that suggest collapse. The emotional descent of the speaker is articulated through juxtaposition with elements of the natural environment that propose elevation. The poem pivots in the third stanza, when the speaker acknowledges his loss and concludes with a simile that aligns the emotional decline of the speaker with the leaves on a dark plain that seem to fall like flowers.
(CONT.)
HALF MOON
It wanders white and clean. When did the dim half moon climb over the sky! A wind rises. Evening is cold. The sun there plainly on the white shore.
A raven-dark, grassless plain flows over a chill fog. Ah, it was the deep of winter. And in me this sorrow that crumbles my heart! Leaving, you take even the love in my chest as you go. Youth turns into a vale of years. Night-dark branches of the plain's brambles only their leaves-pale in the twilight-like flowers seeming to fall.
27
The important typographic differences between the poems in the two issues of Chindallaekkot appear in the final line. In what has come to be called the Hansŏng Tosŏ issue (see figure 12 ) the final line is placed the equivalent of one syllable space down the page relative to the rest of the lines in the poem. In addition, the word "flowers," which would have been impressed by a single piece of type, is printed upside down. In a manner typical of Kim So-wŏl's recognized attention to the fine details of his poetry's presentation, 28 the final line of "Pandal" announces that flowers seem to fall, and the line itself seems to drop down the page. Not only is the semantic sense of the final line enacted by the bibliographic codes that make up the poem, but one of its central images is as well. The last line of the second stanza describes the poem's pathos as a "sorrow that crumbles my heart," and we find in the last line of the poem the idea of collapse when that line shifts down the page with its flowers.
In the Chungang Sŏrim issue, the final line of the poem is justified toward the top of the page with the other lines in the poem, and the word "flowers" is printed right side up (see figure   12 ). Consequently, while maintaining the typographic expectations of the day, the bibliographic codes of the poem do not so obviously perform the semantic content of the final line.
Asking which version of these poems is "correct" leads to the recognition that the sociology of Kim's text should play an important role in informing interpretive practices.
Although there is no defensible answer to the question of which text should be considered authoritative, the manner in which the books cite textual practice in Seoul just before Christmas 1925 is clear. So, too, is the need to better understand these practices so that they can inform our interpretative procedures. The more "visible" role played by the bibliographic codes in the Hansŏng Tosŏ version of the poem serve to highlight the obvious, if less "visible," role these same codes play in the Chungang Sorim issue. Asserting that one version of these poems is correct would have us choose between the semblance of typographic standards that we imagine No Ki-jŏng at Hansŏng Tosŏ to have followed and the uncanny poetry of texts by Kim So-wŏl, which, with often startling precision, manipulate these standards for their own artistic ends. How these various forces are conjoined in the various iterations of Chindallaekkot is how Chindallaekkot mattered in the 1920s, a realization missed by critical approaches that do not make room for the sociology of Korea's literary artifacts. Curator and graphic designer Ellen Lupton writes that the grids designers have used to lay out their pages have evolved across centuries and can be "carefully honed intellectual devices, infused with ideology and ambition, . . . the inescapable mesh that filters, at some level of resolution, nearly every system of writing and reproduction" (2004, 113) . To understand the ambitions and ideology that might be infused into each of the layouts presented in these books of poetry will take a great deal more research. We need to learn more about the men, in addition to No Ki-jŏng and Sim U-t'aek, who printed these books, as well as about their print shops. What is clear, however, is that the page itself was used as a creative space in 1920s Korea by poets and their printers. This is quite remarkable when we consider the limitations imposed by standard sets of fonts, two standard-sized presses, and the fact that a high percentage of books were printed at the same facilities by the same people. There is every reason to expect that a great many of these pages would have been laid out in exactly the same fashion.
Or perhaps it was inevitable that they would all become different. Given all the constraints but faced with the distinct shape of each poet's work, maybe the desire of poets and printers to express themselves led to the path of least resistance. Ideas naturally came to be expressed spatially instead of by historical analogy, as might be done in a Western print shop today by selecting a typeface such as Garamond, which cannot escape its past, or Helvetica, which we cannot escape in our present. Either way, we see, quite literally, that the space on the page was important to poets and printers in colonial Korea during the 1920s. To ignore this is to ignore the clear role played by organizations such as Hansŏng Tosŏ and individuals like No Kijŏng in creating these poetic spaces. To read only for the linguistic composition of an imagined original created by a writer we admire is, to employ Bringhurst's analogy about authors and typographers again, to silence the music performed by pressmen such as No Ki-jŏng with the historical manuscripts, lost now for the most part, that Korea's poets of the early twentieth century conveyed to them. We can now read Korea's literature with a broader spectrum of interests, with a keener sense of curiosity about the historical context of our texts, and with an inquisitiveness that will enable us to see with significantly more clarity all of the faces that present Korea's literature to us. Sources: Chōsen Sōtokufu 1923, 82; Chōsen Sōtokufu 1933, 9; Chōsen Sōtokufu, Shokusankyoku 1932 , 1934 , 1936 , 1938a , 1939 , 1940 , 1942 Chōsen Sōtokufu, Shokusankyoku 1938b, 33-38; Chōsen Sōtokufu, Shokusankyoku 1941, 16-26; Genroku 1941 , 28-29. Notes: Figures for 1911 , 1919 , and 1921 See Chōsen Sōtokufu, Shokusankyoku 1932, 109; 1934, 124; 1936, 143; 1937, 155; 1938a, 178; 1939, 192; 1940, 203. 12 According to bank records, Taedong Inswaeso had paid-in capital of 87,500 wŏn and authorized capital of 315,000 wŏn in 1923 (Nakamura 1923, 202 It should be noted that because of the way types were distributed around a room, picking type (munsŏn) and composition (sikcha) were two distinct phases of typesetting. Our lack of knowledge about actual practices in shops such as Hansŏng Tosŏ makes it difficult to know if these two phases would have been undertaken by a single person or two different people. So far as I know, the "lay"-that is, the arrangement of type in these cases-has never been studied. Sim Kyu-t'aek appears in the genealogy that Sim U-t'aek edited. So, it is possible that the two men were relatives. This is difficult to confirm, however (Sim U-t'aek 1923, kwŏn-4, 52b 
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